participant in Victorian intellectual life and, less fortunately but just as significantly, was familiar with the world of medicine through her own ill health and that of her close relatives, there has been virtually no work considering the uses of medicine or medical texts and beliefs in the poem. This article, therefore, stakes out fresh territory, illuminating links between the medical and the aesthetic in Goblin Market.
It is by now a commonplace of Victorian studies that the era was obsessed with twins and doubles. 3 Precisely because of this, it is impor tant to make a distinction between the two at my outset. Doubles are beings who need not be identical. They may make themselves identical for a purpose, thematic or other wise (for example, Gilmartin, the shape-shifting devil of James Hogg's Private Memoirs and Confessions of a Justified Sinner), or, while not physically identical, they may be recognized as symbolically so (for example, Dr. Jekyll and Mr. Hyde). Twins, however, really are identical. Although they must be regarded as a version of doubles, given that they are literally one set of DNA doubled, 4 they are not symbols but rather come to be invested with symbolism. It might be simplest to say that, for my purposes, doubles are not twins, but twins can be used as doubles. 5 My goal here is to see what kinds of symbolic resonances twinship offers in sources that might have influenced Rossetti and to examine how these resonances change readings of Goblin Market.
One cannot determine precisely how and where Rossetti would have encountered Victorian twins and beliefs about them, because, as with any author, one cannot say precisely what she read and what she heard around her. As the daughter of an Italian writer for operatic theater, however, she would certainly have been familiar with Carlo Goldoni's 1747 I Due Gemelli Venezia (The Two Venetian Twins), a hugely popu lar opera that quickly became part of the Italian canon. As a scholar and a Christian, she was almost certain to have read Milton's Areopagitica, in which he observes that "it was from out the rind of one apple taſted that the knowledge of good and evill, as two twins cleaving together, leapt forth into the world." 6 More immediately, twins were a common topic and trope in the Victorian period, part of the fabric of cultural life. Britain had an abiding fascination with the more freakish forms of twinning as early as 1508, when a pair of conjoined twins were displayed in the court of the Scottish king James IV; 7 the fascination reached its apotheosis in the mid-to late nineteenth century, when conjoined or parasite twins were a staple of Victorian freak shows. Furthermore, mid-nineteenth-century En glish lit er a ture, both high and low, was filled with repre sen ta tions of twins. Novels featuring twins in the years surrounding the composition of Goblin Market include The Twin Brothers: Being the Lives of John and James Dixon (published in its twenty-ninth edition in 1843); the hugely popu lar Walt and Vult, or, The Twins, by Eliza Lee (first published in England in 1846); Twin Roses, by Ann Cora Ritchie (1857); Alexandre Dumas's The Twin Captains (1861); and The Twin Sisters, or, "Be Ye Ready" (published anonymously, also in 1861)-and this is only a small sampling. 8 Twins were even more popu lar in periodical lit er a ture, of which Rossetti was "a tireless reader"; 9 in the 1840s and 1850s, one could scarcely crack open a magazine without finding essays, stories, poems, and serials featuring the twins, such as "The Deserter" (Bradshaw's Journal, 1842); "The Advent of Truth" (Chamber's Edinburgh Journal, 1845); "Tale of the Early Christians" (The Lady's Scrapbook, 1846); "The House hold Jewels" (House hold Words, 1850); and a Wilkie Collins short story, "The Twin Sisters" (Bentley's Miscellany, 1851). More practically, the Athenaeum, which published and reviewed Rossetti's work, had a regular feature, "Statistical Survey," that totted up the number of twins born during the period each survey covered.
As the titles "Tale of the Early Christians" and "The Advent of Truth" suggest, many Victorian writers before Rossetti followed Milton in using twinning as a religious meta phor or giving twins religious (or at least moral) meaning. As is true in Goblin Market, other literary twins of the period were sometimes symbols for dueling good and evil-or spiritual and worldly-desires and much more frequently symbols of piety, faith, loyalty, or all three. "Tale of the Early Christians," for example, tells of identical twin girls, Veronica and Berenice; Berenice is condemned to death for practicing Chris tian ity, and Veronica secretly takes her place, planning to die for her (fortunately, at the last minute the execution is called off, and all ends happily). Rossetti herself went on to reuse twins as a symbol of both filial love and Christian goodness in her short story "Vanna's Twins" (published in her collection Commonplace, in 1870), in which a devoted twin brother and sister die while delivering fruit to a poor family at Christmas.
In addition to Rossetti's encountering instances and uses of twins in the larger culture surrounding her, she would have engaged with twinning more immediately in the work of her own circle. Her brother Dante Gabriel produced one of the period's finest artistic repre sen ta tions of doubling, How They Met Themselves (1851-1864), which shows a man and woman encountering a super natural iteration of themselves in the middle of a dark wood. 10 The work plays on the superstition that if one encounters one's double, one will die soon after, but the origin of that superstition in fact links back to twins: it is likely based in the fact that early twin births often did result in the death of one or both twins and in the fact that in twin births where both did survive, " people . . . tried to restore the ordinary course of events by reverting to the norm of singletons, often by adopting drastic or even bloody mea sures." 11 While it is impossible to know to what extent the Rossettis knew of this connection, the existence of the painting shows that Christina Rossetti was immediately aware of the pos si ble symbolic uses of identicality during the period when she wrote Goblin Market.
The most obvious way in which twinship influences Goblin Market is that Laura and Lizzie appear to be twins. Describing the sleeping sisters, Rossetti pres ents them in a way that suggests duplication:
Golden head by golden head, Like two pigeons in one nest . ; yet two are found involved in the same common covering, with two umbilical cords and with one placenta; . . . two embryons are found to bathe in the same waters, and with one placenta for their support." 12 Moreover, whereas Rossetti's description of the sisters as "Like two pigeons in one nest / Folded in each other's wings" calls up an unexpected echo of those twins "bath [ing] in the same waters," her description of the sisters "Cheek to cheek and breast to breast" parallels illustrations in obstetrics manuals both foundational and contemporaneous: Jane Sharp's 1671 The Midwives Book; or, The Whole Art of Midwifery Discovered (a house hold item through the eigh teenth century and still used as a source today) features a woodcut of twins chummily side by side in the womb (see fig. 1 ), while an 1844 obstetric engraving shows twins in utero, one draped over the other, breast to breast. 13 Goblin Market's richly suggestive language, then, offers allegorical possibility that is both grounded and mirrored in Victorian medical knowledge. Numerous critics have pointed out that, what ever the sisters may actually be, they are certainly twinned for symbolic purposes; Anna Krugovoy Silver, for instance, observes that Laura and Lizzie "personify conflicting tendencies and are, as many critics have noted, really two halves of one whole self" (p. 148).
14 In fact, this personification also draws on a long-standing assertion about actual twins. "Why are Twins but half Men?" an anonymous interlocutor enquired in Aristotle's Book of Prob lems in 1749, only to be told that it was "[b]y reaſon the Seed which ſhould have been for one, is divided into two, and therefore they are weakly." Indeed, the same year that Goblin Market was published, Armand Trousseau's Clinique médicale de l'Hôtel-Dieu de Paris told the story of two twin brothers about whom the narrator says, "tous doux si extraordinairement ressemblants qu'il m'etait impossible de les reconnaitre, a moins de les voir l'un à côte de l'autre [both of them resembled each other so extraordinarily that it was impossible for me to tell them apart, unless I saw them one next to the other]," but also had precisely the same ailment at precisely the same time, even when in separate countries-and, Trousseau assured his readers, he had seen many similar cases. 15 This notion of twins as literal halves of one whole person lingered on in Victorian lit er a ture. In a ghostly echo, in 1843's "The Path of Duty: A Tale" (Chambers's Edinburgh Journal), Richard Hartley's "violent temper" can only be soothed by "his twin-sister, for whom his affections were called forth in a stronger degree than for any other being on earth"; more obviously, in "A Shabby Genteel Story" (Fraser's Magazine, 1840), the tale's twins "always thought in couplets" (i.e., as a couple). 16 Rossetti herself invokes the belief in twin connection in "Vanna's Twins," in which the twin brother and sister "at first sight . . . were utterly indistinguishable" and "before they could speak seemed to bandy intuitive jokes." 17 Laura and Lizzie-"Locked together in one nest"; one bold, one cautious; one imaginative, one practical; one whose "affections are called forth" for the other to such a strong degree that she says, "For your sake I have braved the glen / And had to do with goblin merchant men" (ll. 473-474)-draw on these literary and medical assumptions.
It is not, then, that Rossetti twins her protagonists for allegorical purposes; it is rather that beliefs about twins offer her a meaning ripe for allegorical use. "A myth," writes Michel Tournier, "is a story that every one knows"; 18 he might well have added that this proleptic knowledge does much useful work for an author. By making Laura and Lizzie identical, Rossetti guarantees that her readers will understand them and their stories to be read in light of and reflect each other and to intertwine to symbolic purpose. Any reading of Goblin Market is thus as much a reading in of twin iconography as a reading out of meaning. That readers immediately understand that the poem is an allegory of "the achievement of life through death and of bliss through suffering," 19 rather than, say, a cautionary tale about the importance of buying local, is the result of Rossetti's invocation of centuries of assumptions about the relationship between twins.
Perhaps more surprisingly, reading the sisters through Victorian beliefs about twins offers new insight into one of the text's oddest facets: their encounters with the fruit. 20 Considering the "dissimilarity" of both human siblings and "seedlings from the same capsule," no less a scientist than Charles Darwin insisted that such a difference "may be in part accounted for by the unequal blending of the characters of the two parents, and by the more or less complete recovery through reversion of ancestral characters. . . . But even the seeds nurtured in the same capsule are not subjected to absolutely uniform conditions, as they draw their nourishment from dif fer ent points." 21 Exactly such disparity in nourishment prompts the variation between Laura and Lizzie. Laura deviates from the diet she shares with Lizzie and eats the goblin fruit: The impact of Laura's moral degradation depends on her original identification with Lizzie. Her distraction, secret longings, and thin gray hair would not be as significant without the lingering memory of the two sisters "Golden head by golden head." 22 The poem makes plain, however, that her deviation from this identicality is a matter of difference in diet-no matter the moral symbolism of that diet. The sisters having "drawn their nourishment from dif fer ent points," literally and meta phor ically, they now diverge in be hav ior, too. Just as twin theories play a role in creating that identification, they play a role in explaining this divergence.
Darwin goes on to assert that "of all the causes which induce variability" in identical entities, "excess of food . . . is prob ably the most power ful" (p. 302).
Again, such excess is precisely what prompts the full manifestation of difference between the sisters: "I ate and ate my fill" (l. 165), Laura tells Lizzie. Laura's decline after her feast of goblin fruit is of course part of the poem's parable, but by carefully detailing the simple ingredients of the sisters' shared diet (honey, white bread, dairy products), in contrast to Laura's voluptuous fruit banquet and dreams of melons, the poem emphasizes the fact that an excessive and variant diet lies at the practical root of Laura's change. She has simply eaten more than Lizzie and differently.
Darwin's observations on nourishment are admittedly not about twins so much as about any genet ically identical entity, including plants. But in fact Victorian writers refer surprisingly frequently to the role nourishment plays in twin relationships, whether in or ex utero. In the tenth edition of Princi ples of Midwifery (1842), for instance, John Burns writes that "as the mother is less able to suckle children after a twin labour, many perish, who might soon have been preserved, by providing a good and careful nurse, soon after the birth, for the weakest child." Ellen Moers has argued that "sucking with mixed lust and pain is, among the Pre-Raphaelite profusion of colours and tastes in the poem, the par tic u lar sensation carried to an extreme that must be called perverse," 23 but Burns's warning throws this into question. The text figures Laura's sucking as hungry rather than lustful, the fruit "globes" reminiscent of breasts: "[she] suck'd their fruit globes fair or red . . . / She sucked and sucked and sucked the more . . . / She sucked until her lips were sore" (ll. 128-136). While it is hard to shuck off the present-day sexual overtones of "suck," the slippage between "suck" and "suckle" suggests Laura's hunger is maternal as much as sexual. Moreover, once again this hunger may be (im)moral, but it is physical as well, an earthy consumption described in resolutely material terms: Burns's remark also potentially alters comprehension of the chronology of Laura's fall. It is one of the poem's great puzzles that this occurs not immediately after Laura eats the fruit, in line with the biblical paradigm, but a full day later, and then only when she realizes she will be unable to consume the fruit again: "Must she then buy no more such dainty fruit? / Must she no more such succous pasture find[?]" (ll. 257-258). 24 Laura's decline is precipitated not by consumption but by hunger: the immediate cause of her material difference from her sister, the difference that is the only sign of her moral fall offered in the text, is her inability to "suck and suck and suck the more" once again. Certainly Rossetti states clearly that Laura "would not eat" the earthly food she is offered (l. 298), but equally certainly, she goes on to show that she will eat when her "good and careful nurse" supplies the correct food for this "weakest child": "She clung about her sister, / Kissed and kissed and kissed her / She kissed her with a hungry mouth" (ll. 485-491). The formal mirroring of the two scenes of consumption-"She sucked and sucked and sucked the more"; "She . . . Kissed and kissed and kissed her"-links them as scenes of abundance of nourishment that sates, not saps.
Writing of the relationship between twinship and nourishment in utero, meanwhile, Victorian doctors were firmly of the belief that increase in the number of children in the womb led to decrease of maturity at parturition. "The children, being generally feebler than when only one is contained in the uterus," wrote Burns, "are more disposed to disease" (p. 203). One finds here a pos si ble root to the source of Laura's fall and, once again, a link between the material and spiritual worlds. If Laura is weak, it is because as one of twoand, moreover, the "weakest" of those two-she is more "disposed to disease." In this way, she stands as a reification of a truth about all humans: her weakness is a material repre sen ta tion of the more abstract moral weakness of all sinners (which is to say, every one).
Furthermore, Frederick Hollick averred in The Matron's Manual of Midwifery (1848), "It is . . . a fact that twins are nearly always born before full term, and consequently are not quite grown," while John Swayne's Obstetric Aphorisms (1871) announced firmly, "Twin children are nearly always below the average." 25 This, too, finds echo in Goblin Market. It reveals itself most clearly in Laura, the wayward maiden who matures into a wise matriarch (indeed, it is tempting to read Laura's fall and salvation as a pun on "rebirth," an allegorical rendering of the physical single birth that supposedly would have given her a stronger start in the world). But Lizzie, too, is immature. When the sisters first encounter the goblin men, while "Laura reared her glossy head" and "stretched her gleaming neck" (ll. 52, 81), the gestures of a sexualized adult, Lizzie "covered up her eyes, / Covered close lest they should look," the childishness of the gesture emphasized first by her equally childish verbal response-" 'No,' said Lizzie: 'No, no, no' "-and then by the way "She thrust a dimpled fin ger / In each ear" (ll. 50-51, 64-68). 26 As if these were not evidence enough of Lizzie's immaturity, the text makes the point clear when Lizzie decides to engage with the goblin men to save her sister: she "for the first time in her life / Began to listen and look" (ll. 327-328). Jerome McGann argues that "Lizzie does not 'save' Laura. Both together enact a drama which displays what moral forces have to be exerted in order, not to be saved from evil, but simply to grow up" (p. 226). While Laura must grow into forethought and wisdom, Lizzie must grow into bravery and imagination. Both, the poem suggests, are necessary in order to be saved, literally and meta phor ical ly. Taken together, these connections to the physiological aspects of twinship offer a new possibility for the poem. In becoming less than pure allegory, the story becomes more than allegorical. It no longer resides in the abstract realm but bases itself in fact-or at least in what was believed to be fact in its time. Connecting itself to such fact, it suggests that its allegory is similarly based: twins do do thus and so, so readers need not merely take the story on trust. Identical twins, writes de Nooy, "can be shown to mirror each other overtly, and their mirroring can embrace a moral perspective" (p. 13). As bound to the realities of twinship, Laura and Lizzie are not, as one critic has suggested, like Sumerian gods, nor are they parts of a divided psyche. 27 They are people, and when seen as such, they tie the poem to material real ity, just as the poem's readers are tied to material real ity. In this reading, Goblin Market, like all the best parables, bases itself in the facts of the world.
This reading of the text as tied to the material in order to elucidate the spiritual links directly to the Doctrine of Analogy embraced by Rossetti and her fellow Tractarians. The Doctrine of Analogy, a feature of the medieval church revived by John Keble in his devotional daybook The Christian Year (1827), saw the physical world as a conduit for divine truths and spiritual lessons. Its base tenet was "an assumption of the interconnection between the physical and spiritual realms. . . . [T]he moral sense leads people to God, but only because the symbolic sense enables them to see the symbolic repre sen tations of the super natural world within the physical world."
28 To Tractarians, this was an essential tool for elucidating moral lessons. Rossetti was a devoted reader of The Christian Year, and the Doctrine of Analogy became an integral part of her beliefs about how God's presence and lessons might best be accessed in the material realm. As she puts it in her devotional prose book, Seek and Find, "By analogy of things vis i ble He has shown us things invisible." 29 For Rossetti, matter and spirit are twinned by God's design.
To read Laura and Lizzie not just as twins but also in light of the deeply rooted belief that twins were two separate beings who added up to one complete human, and to do so with knowledge of Rossetti's adherence to the Doctrine of Analogy, offers a chance to reconcile the poem with its vexingly simply coda. " There is no friend like a sister," Laura and Lizzie tell their children, and Rossetti tells her readers, in the final lines:
To cheer one on the tedious way, To fetch one if one goes astray, To lift one if one totters down, To strengthen whilst one stands. (ll. 562-567) If one considers the sisters "in terms of the painful disjunction of personhood," 30 the pious banality of the moral seems at odds with the rich complexity of the work that precedes it. But if one conceives of them as two people, then the preceding text demonstrates that achieving spiritual wholeness is a collaborative act: one cannot achieve Christian redemption in isolation but needs others for support.
In fact, Rossetti makes this point several times in her devotional prose, in dif fer ent ways. "Love from without can not accomplish its own work unless there is some response from love within," she writes in The Face of the Deep, while Time Flies, her "reading diary" for Christians, is filled with references to illuminations or understandings prompted by others: "In conversation lately, a friend set this passage in light altogether new"; "a friend wrote and gave me a sonnet"; "A friend once vividly described to me." 31 One suspects, too, that it is a deliberate choice on Rossetti's part that much of Time Flies is written in the first-person plural, "we." "A faithful friend is a strong defence," says the book of Ecclesiasticus; "he that hath found him hath found a trea sure" (6:11). And Elizabeth Ludlow has observed that Rossetti repudiated "the individualistic enterprise that, she perceives, imprisons individuals in the material dimension of the world," instead endorsing an "interpretive community in which she believes the Bible is best encountered and personhood understood" (p. 2). For Rossetti, to be a complete human in a Christian context requires others to supply one's lacks. We are all twinned with each other. In this light, poem and coda mesh perfectly.
II
While it would be a mistake to interpret "twins" and "twinning" too broadly, Goblin Market invites a consideration of the way twinship affects its form as well as its narrative. The poem's structure and prosody are so striking that no reading can be complete without a consideration of them, and they make such subtle yet pervasive use of rhetorical forms of twinning that par tic u lar atten-tion must be paid here. While Laura and Lizzie may enact certain tropes and assumptions about twins, the text uses twinship to drive home Rossetti's points in less obvious but equally telling ways.
This dynamic is most obvious in the poem's use of simile. Kerry McSweeney points out that simile is Goblin Market's most common rhetorical device, 32 and indeed Rossetti's favorite descriptor throughout the text is "like": "like a rush-embedded swan, / Like a lily from the beck"; "Chattering like magpies, / Fluttering like pigeons, / Gliding like fishes"; "Their fruits like honey to the throat" (ll. 82-83, 345-346, 554). Simile is perhaps the most unclear of all literary devices, requiring as it does that readers understand an object or experience through another object or experience. Simile reveals no essence, offers no focused illumination; instead, it suggests that a par tic u lar " thing" can only be more fully-indeed, best-understood via another thing. 33 It is thus inherently dualistic: its implication is that the tenor can only be fully understood when paired with the vehicle, while si mul ta neously the vehicle only becomes relevant when paired with the tenor.
One hears in this description an echo of Trousseau's twin brothers and perhaps even Joel Shew's assertion in his 1853 Midwifery and the Diseases of Women:
A vast deal of thought and investigation have been put forth on the subject of ascertaining twin cases before birth . . . ; but, it need hardly be said that the wisest and most experienced can hardly do more than guess on so impor tant a matter. . . . But in almost every conceivable instance, the physician is not aware that he is encountering a case of twins until the first child has been born . . . [and] we find the uterus still large. 34 Simile is a linguistic form of twinship; like Shew's twins, it depends on two constituent parts in order to be fully recognized. Its tenor remains a " thing" in its own right-a sister, a movement, a piece of fruit-but that thing is nonetheless more fully understood when placed beside another item that clarifies it. Rossetti's use of similes as her primary literary device in Goblin Market thus picks up the theme of completion via interrelation that the text expresses.
Emphasizing this sense of connected identity, Rossetti not only makes frequent use of simile but also takes similes first applied to one sister and later applies them, or a version of them, to the other sister. When Laura hears the goblin men, she "stretched her gleaming neck / . . . / Like a lily from the beck," and attacked by those same goblins some 350 lines later, "Lizzie stood, / Like a lily in a flood" (ll. 81-83, 408-409); molested by the goblin men, Lizzie is "Like a beacon left alone / In a hoary roaring sea," while when consuming the fruits of that attack, Laura is "Like the watchtower of a town / Which an earthquake shatters down," "Like a foam-topped waterspout / Cast down headlong in the sea" (ll. 514-515, 519-520). Perhaps most interestingly, the image of fire is passed back and forth between the sisters, so that when Laura listens in vain to hear the goblin men cry a second time, she is "most like leaping flame" (l. 218), while Lizzie under attack by them is "Like a beacon left alone / . . . / Sending up a golden fire" (ll. 412-414); and when Laura sucks from Lizzie the juices that are the result of that attack, "Swift fire spread thro' her veins, knocked at her heart, / Met the fire smouldering there" (ll. 507-508). Similarity acts here as a kind of shared umbilical cord, not only connecting the sisters to other objects with which they must be paired if they are to be completely understood but also conjoining them to each other, so they are linguistically as well as narratively twinned. 35 As this reuse and recasting suggests, Rossetti also plays with twinship in her frequent use of repetition. Maria Serena Marchesi has pointed out the text's heavy use of anaphora-"One hauls a basket, / One bears a plate, / One lugs a golden dish" (ll. 56-58); "I have no copper in my purse, / I have no silver either" (ll. 118-119)-but she does not observe that the result of this anaphora is both twofold and paradoxical. 36 In the case of the goblin men, even as it enumerates, it blends. Steven Connor has argued that the goblins are "characterized by the furious variegation of their discourse as much as of their shapes," 37 but the lack of variegation in the pronoun applied to them si mul ta neously itemizes and connects them:
One had a cat's face, One whisked a tail, One tramped at a rat's pace, One crawled like a snail, One like a wombat prowled obtuse and furry, One like a ratel tumbled hurry skurry. (ll. 71-76) This blizzard of consistent "ones" (never separated by conjunctions, never "another") renders the goblins a kind of hazy jumble even as the descriptions single them out. They are singular, but each is si mul ta neously the same, since "one" is applied to all (that is, they are all "one of the goblins"). The goblins thus become two forms of one, individuals who are also part of one group. In this way, not only does the language "twin" itself via repetition ("one . . . one . . . one . . . one"), but the goblins are by the language made analogous to twins, both identical to and yet dif fer ent from each other. The result is significantly more disturbing than it would be if the text presented each goblin in isolation. 38 Si mul ta neously linking and unlinking, Rossetti creates a sense that Laura is tempted by, and later Lizzie is attacked by, a horde that is all the more confounding because its constituent parts are both iterations and differentiated.
One sees something similar, but with dif fer ent result, in the thick falls of descriptive anaphora that adhere to each sister: The sister or sisters to whom these images accrue is at the same time like each thing and like all of them. The images are thus si mul ta neously singular (otherwise there would be no need for more than one) and connected. 39 Using a not entirely inapt phrase, one might say that here the similes are "but half-similes," "By reaſon the Seed which ſhould have been for one, is divided." Albert Pionke suggests that "although the similes may provide a unity of affect, they do not lend themselves readily to conceptual substitution. How is it pos si ble, all at once and in a manner concrete enough to add substantively to our appreciation of this simile, to resemble pigeons, blossoms, snowflakes, and wands?" (p. 909). I would argue that substitution is not the goal here. Augmentation is. The implication of Rossetti's anaphora in these passages is that each simile is linked to the others-after all, each is introduced by the same phrase or wordwhile the accumulation of similes suggests that any one in isolation would not be sufficient to allow comprehension of the sister described. 40 It is indeed possi ble to resemble all these things if each is meant to gesture toward an individual attribute, and the accumulation of these attributes results in a whole that provides a fully-or at least more fully-envisioned tenor. Once more as with twins, more than one is necessary if the beholder is to comprehend fully (indeed, more than one is necessary if one is to comprehend each fully). As in the narrative, then, one can only achieve completion by being linked to, and supported by, another.
Other forms of repetition achieve a similar intensification, albeit to differ ent end. Georges Letissier argues that, by means of its hyperboles, Laura's description to Lizzie of her forbidden feast not only reproduces but deepens the plea sure of the original incident. 41 Laura's ecstatic memorializing does drive home the intensity of her experience while allowing her to resavor her own plea sure, but this is not all it does. Just as the anaphoric repetition of a word or phrase increases its impact, so less tightly spaced duplications of set pieces (such as the feast) or phrases emphasize their significance. The most obvious is "Come buy, come buy," which is not only repeated by the text but marked out as repeated in the world of the text:
Morning and eve ning Maids heard the goblins cry: "Come buy our orchard fruits, Come buy, come buy!" (ll. 1-4)
The phrase gains sinister weight through these repetitions. There is also the repetition of the story of Jeanie, which becomes significant via its repetition as a warning; Lizzie's fruitless urging of Laura to "come . . . / Come with [her] home" (ll. 242, 245) when Laura strains to hear the goblin chant after her feast (the repetition increasing both the sense of urgency and the sense of the urging's in effec tive ness); each sister's encounter with the goblins; and the poem's quiet aside, "(Men sell not such in any town)" (l. 101). This verbal duplication, like physical twinning, arrests the eye and ear, suggesting significance simply by its existence. Most subtly, there is Laura's and (Rossetti's) circumlocution, "You cannot think what figs / My teeth have met in" (ll. 173-174). By using the plural "teeth" and the connective verb "met," this odd way of saying "what figs I've eaten" once more draws attention to multiplicity. Again like physical twinning, this textual twinning fosters a sense that interdependence increases meaning and significance.
Unsurprisingly, such significance becomes most profound when the repetitions occur next to each other. As Marchesi observes, Goblin Market uses geminatio, the immediate duplication of a word or phrase (the term literally means "twinning"), to mark or create emotional crescendos in the narration (p. 142): "Look, Lizzie, look, Lizzie," or " 'No,' said Lizzie, 'No, no, no' " (ll. 54, 64). In this way, geminatio harks back to twinship, in which an ordinary being becomes extraordinary by virtue of its place directly next to itself; as Dewees put it, "twins . . . unsettle all" (p. 546). Moreover, geminatio thus also links back, just as simile does, to the subtext of the poem. Like Laura and Lizzie, and like the poor human sinners whom they represent, the repeated words of geminatio gain greater strength and fuller meaning when linked to others like themselves.
The most common form of linking in Goblin Market, however, is neither anaphora nor duplication but simple and repeated use of "and." Without question, Rossetti's favorite move in the poem is to pile object upon object ("Apples and quinces, / Lemons and oranges"; ll. 5-6), description upon description ("With clasping arms and cautioning lips, / With tingling cheeks and fin ger tips"; ll. [38] [39] , and gesture upon gesture ("the goblins cuffed and caught her, / Coaxed and fought her, / Bullied and besought her"; ll. 424-426). "And" is, of course, the most obvious of all literary connectors, and frequent use of it is the primary formal way in which the text creates its propulsive, hypnotic push: In creating this push, "and" demonstrates the way pairs increase power and strength, subtly bringing to the fore the idea of two linked things as more power ful than one alone.
This might seem a minor point, but it becomes less minor when one examines exactly when and how frequently the text uses "and." Whereas "and" appears thirty-one times in the 252 lines that precede Laura's deterioration and fifty-two times in the 238 lines that follow Lizzie's determination to confront the goblins ("And for the first time in her life / Began to listen and look"), it occurs eight times in the intervening lines, when Laura is in decline. In other words, in the passages in the narrative that make plain the value of connection and community, the text deploys such connection in its form; in contrast, during the episode in the narrative that shows the risks and results of isolation, the text performs that isolation by avoiding a basic ele ment of grammatical connection. The form enacts what the narrative extolls. What is more, this enactment is itself a form of twinning: story and text mirror each other in a duplication that once again increases the poem's strength.
Twinship, then, is woven into Goblin Market in every way. The poem's formal uses of pairing and linking and its use of contemporaneous beliefs and medical knowledge about twins work together to emphasize the importance of interdependence to strength and understanding. Goblin Market makes plain that joint effort is necessary "To fetch one if one goes astray / . . . / To strengthen whilst one stands." Equally impor tant, it demonstrates that in fully aware and fully lived Chris tian ity, material phenomena need to be twinned with correct interpretations to reveal their ultimate meaning. Indeed, the poem repeatedly makes plain that, for Christina Rossetti, to be-to be a poem, to be a Christian, to be a person-is always to be twinned.
Notes

